Over his career, Don DeLillo grows to inhabit more complex and critical ideas about politics, capitalism, and strategies for opposition than the remote affect of his earlier work might suggest. As part of this project, he developed an advanced analysis of conditions under the global finance regimes gaining strength in the West. The author's papers at the Harry Ransom Center show that he arrived at this informed position through a program of independent research, his newspaper cuttings from this period vividly demonstrating reflections on the meaning of US global power. After living in Greece for a period of time and returning to New York, his investment in public intellectual debates on the meaning of "terrorism" led to a characteristic but problematic emphasis on free speech as a political issue. More recently, his work has turned to sophisticated theoretical texts for increasingly subtle ideas about globalization and its opponents.
At an early moment in the epic ride across Manhattan that makes up the narrative line of Don DeLillo's novel Cosmopolis (2003) , two characters comment on the appeal of traveling by cab rather than their more customary private limousine. "I like taxis," says the woman, a newly married heiress to a European banking family.
"I was never good at geography" and I learn things by asking the drivers where "[t]hey come from." To this affectless remark, her husband intones, "They come from horror and despair." But this is, in fact, what his wife has in mind: "Yes, exactly. One learns about the countries where unrest is occurring by riding the taxis here" (16). Finally the husband, as he takes her hand in passion, contemplates the maimed hand of their Sikh driver, which strikes him as "impressive, a serious thing, a body ruin that carried history and pain" (17).
One of the deeper ironies in this exchange is the way that its author represents an exception to its abstracted account of how "one learns" (and, as is also implied, the limited extent to which "one" is really concerned) about "unrest" and unequal access to security in the contemporary world. This is not to say that DeLillo dismisses the wisdom of cab drivers-far from it 1 -but his writings make the case that one can learn a good deal about conditions in other countries by, for example, reading. All of DeLillo's fiction exudes learnedness: this quality, among others, made his work attractive to critics developing the category of literary postmodernism during the 1970s and early 1980s, the period of his emergence as a major American author. But what may not be apparent from a basic study of his books are the scale and seriousness of the research behind them. As I will discuss in this essay, a period of travel abroad was critical in spurring DeLillo's evolution as a writer of global concern, but in all phases of his career he has been a perceptive and creative reader. This has become more widely known since the opening of the author's archive at the Harry Ransom Center at the University of Texas at Austin. There the copious research materials that DeLillo assembled reveal significant developments in his thought on a very wide range of topics over the course of four decades and counting. 1 In a comparable moment in another novel, Mao II, an accomplished writer near the end of his life recalls the utterance of a driver which continues to exemplify, for him, "the uninventable poetry, inside the pain, of what people say" (DeLillo 216). The driver's line: "I was born under the old tutelage the earlier the better" (215).
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But where his engagement deepens perhaps most notably is on the matter of global "unrest"-its symptoms, causes, and implications. The papers establish that DeLillo's interest in these issues intensifies, and his perspective on them shifts, in in relation to the various textual milieus he engaged as he moves through different stages of his writing career. In this essay, I will sketch this trajectory with an analysis of the source materials for three examples of DeLillo's work as a novelist of global unrest-The Names (1982) , Mao II (1991) , and Cosmopolis. Specifically, these materials and their associated texts demonstrate a deepening exposure to and acceptance of critical discourses on contemporary society under global capitalism. This formation, however, was not a linear process, as I will show.
At the same time, a study of the archive also reveals numerous intriguing discrepancies between the local situations rendered in the fiction and what DeLillo evidently knew to be true from his research. Taken in sum, these often subtle fictional
departures from documented reality demonstrate his abiding dedication to, even refinement of, a narrative style marked by ambiguity and distance. For DeLillo, such an aesthetic does not undermine an oppositional political stance; it does not require or produce the kind of abstracted detachment expressed by his characters, like the ones just cited. As he puts it in a 1988 interview, for DeLillo, the writer's position lies "in the margins," whence to gain a critical perspective on the "the system and [. . .] the structure that now, more than ever, we have to resist" (Arensberg 46 ). Writing and reading at the point of emergence of the West's neoliberal consensus and the era of globalization, as he developed the themes and styles of his fiction, DeLillo also put extraordinary attention toward forming a clearer understanding of that "system" and the strategies available for resisting it.
"Checking the Local Papers, Wherever I Happened to Be" 2 :
The Names
Sitting down in Athens for his first major interview in 1979, DeLillo cited Americana (1971) as the book "closest to [his] own experience," since, it being his first novel, naturally he "drew material more directly from people and situations 2 DeLillo, The Names 250.
Collins: "Gathering Facts for the End of the World" 4 "[he] knew firsthand" in writing the text (LeClair 4). Yet the same could soon be said again about The Names, on which DeLillo was then at work and for which, thanks to the period of travel in and around Greece that a Guggenheim fellowship was enabling, he had a replenished fund of experiential material to draw from. The Names has long been seen by author and readers alike as a turning point in DeLillo's writing.
It has been presented both as the fruition of the author's definitive early tropes and as the inauguration of a new phase.
3 DeLillo himself has reflected that he became an author "much more conscious of the discipline [he] needed, the level of concentration [he] needed" when undertaking this novel, with a "motivation" he hopes "has informed my work ever since" (Silverblatt) . The Names, then, marks several kinds of shifts in DeLillo's fictional practice. I want to suggest, however, that the heightened sense of commitment around the work follows not from the renewed attention DeLillo bestowed at this time to such writerly issues as experience and craft, but rather from his development, as a reader, of an original, analytic perspective on the workings of the late twentieth-century global system. In the image DeLillo begins to construct with this novel, this system is an increasingly interdependent, but profoundly imbalanced, engine of ongoing catastrophe. Rising social unrest and political instability in the then-Third World runs throughout The Names as a source of background anxiety, though this concern is often occluded because of its mainly thematic coordination with the novel's several plots. Even the violent cult murdering selected members of the area's aged and infirm is only abstractly political: they are, at best guess, "zealots of the alphabet" (DeLillo, Names 75). Nonetheless, it is with this novel that DeLillo definitively takes 3 For example, it is for Mark Osteen the early DeLillo's fullest engagement with the quest plot (99), and for David Cowart, his most subtle expression of the "numinous and redemptive" properties of language (180). By contrast, The Names is the earliest DeLillo text adduced by Paul Maltby and Amy
Hungerford in their arguments for the author's "visionary" or "mystic" strain.
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Study of his research materials makes clear that not only DeLillo's writer's eye, but also his concerns about global politics were directly roused by his experience as an American abroad, which produced in him a new self-consciousness of his country's outsized, yet often covert, role in world affairs. These are "the facts of U.S. involvement," whose extent and details were, for DeLillo as well as for his protagonist James Axton, previously hidden or ignored (Names 238). The abundant thematic focus in
The Names on an increasingly global vision of disorder stems from the situation of living in and observing unfamiliar social environments whose evident decline, DeLillo found, could be connected with broader, political causes. Through his probing of the issues, he came clearly to possess a granular level of insight into the region's conflicts-detail that he often, but not always, deploys in the fiction. This understanding derives from his travel experience, but even more from his reading, as his archive reveals that during his sojourn DeLillo continuously sought after and sifted through information in an effort to comprehend local and regional conditions. And at this stage in his authorial career, the best route to such expertise was the news.
In the 1991 essay collection that marked DeLillo's entry into the academic canon, Frank Lentricchia "introduced" Don DeLillo as, among other things, a writer who clearly reads newspapers, "and to advantage" (1 of his research and writing. Here, the periodical title is missing.) 5 Several possibilities-Ta Onómata, the Names, the Abecedarians-are bruited, but the cult's name, or whether it is anonymous, is never established definitively. Cowart argues that DeLillo "challenges traditional, naive ideas about referentiality in "language" without the "casual impugning of language as reality vehicle" decried by postmodernist fiction's critics (162-63). which included murders of CIA and US military personnel. The group is the subject of book-length studies by Kassimeris and Lekea. 8 These two names bracket the period remembered in Greece as the "Regime of the Colonels": 1967 to 1974, when the junta effectively lost its legitimacy over its response to the student uprising. Besides names, DeLillo mined the news for the readymade phrases of the expert, as well as for striking aural and visual language. The jargon of "daily power cuts" and "nonperforming loans" is interpolated directly from articles on austerity-burdened Turkey into Axton's report to his boss, Rowser (DeLillo, Names 50).
emblematize the unwanted extension of American power and global capital.
13 On a loose sheet consisting mainly of stylistically intriguing phrases from his readings on ancient civilizations-"lustral basins," for example, and "inviolate coinages"-DeLillo appended these original lines and a note:
The day after the coup in Turkey, five cars were set on fire in the motor pool of the American Embassy. This happened in Athens, not Ankara. [t]hey don't know we are tired of the situation, the relationship" (237). In a sense, it is surprising that DeLillo would abandon such a representative image of violent resistance, especially since most passages developed in early sketches were indeed retained in some form, testifying to how remarkably attuned this author's ear is, even at protean stages of his work. But the decision to omit the image supports the formal focus of The Names as one of DeLillo's least spectacular novels, defined as it is instead primarily by language and sound. These elements hardly disappear from later DeLillo works, with set pieces like the mass wedding at Yankee Stadium at the start of Mao II ("The thousands stand and chant" (16)), but a spectacularly burning car-or a series of them woven into the narrative structure, as seems to have been contemplatedwould have detracted from the sensory aesthetic of this text. Thus, the violence of the left's tactics in their campaign of resistance, whose facts DeLillo acquired in his research, are rendered more vaguely in the text, in service to the formal priorities of the novel, a silent assertion of authorial autonomy.
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De-emphasizing details of which he was clearly aware for the purposes of the fiction, however, risks suggesting to the reader that all resistance to US-led globalization is ideologically homogeneous. "They're out there hurling grenades, firing rockets. India, which would mean the octopus beating was translated to Greece for the novel-a tantalizing but not fully supported possibility.
Collins: "Gathering Facts for the End of the World" 13 primitivism's vitality and ecstasy (or, by contrast, social Darwinism's weakness and exhaustion). 21 Rather, the unexpected connection between the localized gestures asserts a literary space, an act of structural patterning that, just like the omission of the pattern of car bombing, partially obscures the specific local conflicts, so that the complex "offering" of language, which is the formal priority in this novel, can be contemplated from that distance (DeLillo, Names 331). The connection to the cult at the level of form adds significance and mystery to their aims, which likewise can be meditated on, but not solved.
DeLillo's aesthetic of ambiguity does not simply depress the political valence of the narrative. Just as the intention behind the cult's murders is left ambiguous, so too is the affiliation of the would-be assassins who fire on Axton and Keller at the novel's end. One possibility is that it could be almost anybody; the US's presence is that offensive. Likewise, the narrative of rising global risk in the novel is supported represented: far less sprawling in total than for The Names, the newspaper archive is sourced almost exclusively from The New York Times. This higher degree of selectivity may indicate a stronger advance conception of the work, which might account for the shorter drafting time (16 months as compared with over 2 years). A clearer plan might also be reflected in the more linear narrative structure of the finished novel, which moves through its more diverse, but more limited, range of settings (from New York to Cambridge, Mass., to London, to Athens, to Beirut) with fewer repetitions as compared with The Names, which sets up geographical foci in Kouros, the Mani, and Lahore, but continually circles back to Athens for further conversation with all of its characters. DeLillo's study of the debate around how to define and respond to "terrorism" is reflected when George Haddad-this novel's Eliades figure, a Lebanese academic and self-appointed spokesman for Abu Rashid's organization-insists, to no objection from any character in the novel but rather as if in response to Hitchens, "I don't abjure that word even if it has a hundred meanings" (130).
More broadly, then, the archive suggests that DeLillo was now intellectually invested in public discourse on global politics in a manner at once more and less abstract than when he was writing The Names. 
An Image "Deeper Than Politics"
The extent to which DeLillo means to follow his sources for Mao II in equating the terrorist with the totalitarian and the individual with the novelist, aligned along an axis of East and West, has been vigorously debated by the novel's readers. 36 But however the author's politics at this juncture are glossed, his decision to make Mao the icon of the terrorists in the narrative is an intriguing reassertion of authorial autonomy, seeing as there was not a Maoist faction in Lebanon's civil war. Nor were any of the war's "main combatants" even "of Marxist persuasion," as Vlatka Velcic points out 34 White Noise: "All plots tend to move deathward" (DeLillo 26). Libra: "There is a tendency of plots to move towards death [. . . .] The tighter the plot of a story, the more likely it will come to death" (DeLillo 221). 35 Arendt herself was sensitive to how her influential exposition linking Nazism and Stalinism might be abused for propaganda in the Cold War, particularly after Stalin's death. In a preface first added to the 1966 edition of The Origins of Totalitarianism, she warns against subscribing totally to the "official ' counterideology,' anti-Communism, which [. . .] tempts us into constructing a fiction of our own" (xxvii). 36 In addition to McClure's reading of the text as "politically disturbing" (145), Scanlan and Baker lodged early critical responses. To this Charlie offers a vaguely plausible analysis for the group's communist positioning, which he concludes is therefore "not unduly" surprising-a qualified yes to Bill's question (124). In this way, DeLillo provides realistic cover for his play with anachronism while at the same time making its fictionality transparent; Charlie's account sounds reasonable, but is laughably sketchy once readers know enoughthat is, as much as DeLillo does-to recognize the invention: "There's a Lebanese Communist Party. There are leftist elements, I understand, aligned with Syria. The PLO has always had a Marxist component and they're active again in . None of these phrases explain the existence of the Maoists, who thus occupy the modified fictional space asserted for the narrative.
DeLillo's decision to feature Maoist rather than fundamentalist or even more generically communist rebels is more than a symbolic gesture on behalf of artistic 37 DeLillo paid special attention to the relatively limited actions of leftist groups in the war in Lebanon.
Among his clippings from this period is a report on the killing of an American in 1990. He underlined its description of the group responsible, the Lebanese National Resistance Front, as consisting of "sev- visions of "technology and wealth" (Cosmopolis 90). These, to be realized through a globally interconnected, perfectly free market, propel societies absorbed into the "vision" forward at an impossible speed: "The more visionary the idea, the more people it leaves behind," says Kinski (90). In similar terms, Gray describes the dislocations caused by "[t]he swift waxing and waning of industries and livelihoods, the sudden shifts of production and capital, the casino of currency speculation" (7).
This last factor is implicated in Cosmopolis' plot, which involves massive and, ultimately, disastrous risks taken by a "visionary" trader in currencies (DeLillo 19). represents itself as neo-communist. "This is what the protest is all about," says Kinski, 54 Gray notes that he draws the idea of "casino capitalism" from two works, one by Susan Strange and one by Scott Lash and John Urry.
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interpreting the semiotics of a range of creatively coordinated actions that converge to litter midtown Manhattan with the signifiers of urban resistance, including graffiti, tear gas, and-finally-"cars burning in the street" (90, 91).
Thus marked and perhaps even constituted by the shift in his research sources is DeLillo's return to the systemic perspective on global turbulence that he developed independently for The Names, a move to the outside of the bifurcated West/other model he inhabited for Mao II. In Cosmopolis, however, DeLillo still represents the insight he has gathered into the motives and practices of organized resistance from, characteristically, a pronounced aesthetic remove. First, the highly stylized techniques of the protesters, as "adepts of sheer rampage," in their creativity go far beyond anything described in DeLillo's source material on their lifestyles in pieces collected from Harper's and the alternative culture journals Spin and the Village Voice (DeLillo, Cosmopolis 88). 55 The less realistic texture of this novel, which is pushed toward the mode of allegory by its compressed narrative form and symbolic journey structure, makes the issue of fictional inventions and omissions less germane (although the textual geography of 47th Street is closely based on field notes evidently taken by DeLillo)
. 56 Yet as the Times Square news ticker is appropriated for anti-capitalist slogans and an associated wave of violence against bankers broadcast on TV screens, it becomes ambiguous whether the anarchic demonstrators and their "form of street theater" represent the potential for collective resistance by the multitude or merely its image-based simulation (88).
More consequentially, the greater part of the novel takes its point of view from inside the metonymic stretch limo of global capitalism, through its main character, the currency trader Eric Packer. Packer's commentary throughout the narrative is dominated by his relentless interest in seeing matter-particularly masses like limos, skyscrapers, and phones-spiritualized, or rendered through continuously advancing technology into its more ideal form, so as to achieve identity with its "platonic replica" (DeLillo, Cosmopolis 10). Through DeLillo's refined language, this fixation on harmonizing with "the zero-oneness of the world, the digital imperative that defined every breath of the planet's living billions," sometimes acquires a beauty worth admiring (24). In one of his more unlikely traits, Packer's zeal for information goes beyond the command of numbers and into a disinterested knowledge of the arcane patterns which he believes structure the universe. He is, as his new wife recognizes, "dedicated to knowing," though she suspects he acquires information in order to "turn it into something stupendous and awful" (19). Seeing a tragic aspect to the narrative depends on seeing Packer portrayed, despite his hubris, as an earnest and independent polymath before his fall. Indeed, "[h]e mastered the steepest matters in half an afternoon," we are told, in an appropriately fabular reflection of DeLillo's own prodigious research efforts (7).
The reader journeys with Packer across the city and through several modes of artistic demonstration, violent and nonviolent, against the reductivity of visions like his. None accomplish more than distracting him momentarily from his endgame, which is with his own past and concludes, as do many DeLillo narratives, with the individual character's dissolution-here, into "the zero-oneness of the world," reflected in his wristwatch. DeLillo in fact recorded this plot idea in his early notebooks for the novel, writing: "End -He has become a crowd, entering the pixel world of the cyber future."
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Readers of Mao II will recognize this potent and negative image of the crowd, to which "the future" is said to "belong" (DeLillo, Mao II 16). Here, however, it is associated not with the alien or other, but with the Western finance-capitalist "visions" that are driving much of the world to ruin. The fusion of perennial theme and contemporary context demonstrates how, over the first three decades of his career, as his work developed a remarkable analysis of globalization built on a base of independent research and supported by increasingly sophisticated sources, DeLillo preserved his thematic concern for the future of the individual voice while maintaining his artistically advantageous position as an informed, critical observer.
